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INSTRUMENTS

Colin Lawson
Never should I have thought that a clarinet could be capable of imitating a human voice so deceptively as it was imitated by you. Indeed, your instrument has so soft and so lovely a tone that no-one with a heart can resist it.' Stadler's own scheme of musical education, the socalled 'Musick Plan' drawn up for Count Festetics on 10 July 1800, recommends that the essentials of music should be learned through singing, whatever the quality of one's voice. His versatility as a clarinettist also incorporated an enthusiasm for the then problematic chalumeau register, reflected in his appointment to the Kaiser's Harmonie as second clarinet in 1783, some five years before the appearance of the basset clarinet. Much new biographical material has recently been discovered, which amplifies details of his personal and professional life.' However, the non-appearance of the clarinet tutor that had been promised in the 'Musick Plan' is a particular frustration in any assessment of Stadler as a practitioner.2
His career developed at a time when clarinet playing styles showed a remarkable variety of technical and aesthetic awareness. An early Austrian pre-eminence has yet to be fully explained, though single-reed instruments had been known there throughout the 18th century. Chalumeaux had been included in the Vienna opera orchestra quite regularly between 1706 and the mid-1730s, and were retained by Gluck in the 1760s and by Gassmann Among the considerable publicity generated by this duo, the performance in 1782 at Ludwiglust'on largely unknown instruments which they call basset horns' was cited by C. 
